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- ... Therefore, the books in this series concentrate 


INTRODUCTION 


a 


~""* Improvisation, almost’ lost art in some styles of music, is the freset form of 
~ expression of the human spirit. An improvisor, who is 


Listening is really the best way to gain an understanding of various styles of music. 
primarily on the materials and. devices 
' available to the keyboard player who wants to improve his skill as an improvisor. The 


volumes begin with basic concepts and proceed through intermediate end advanced levels, 


All the examples and exercises in these boo 
Standing each example is important, but the hea 


Therefore, everything in the bocks should be pl 
possible, 


ks are intended to be played, Under- . 
ring of it is of equal importance, 
ayed carefully and as musically as 


The serious student may wish to examine two other books by the suthor as 


Supplementary to these volumes. They are JAZZ/ROCK VOICINGS FOR THE 
CONTEMPORARY KEYBOARD PLAYER and SCALES FOR JAZZ IMPROVISATION, 
both published by Studio P/R, Inc. 
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ample 2 


- . | &_ CREATING MELODIES ,s 1-3 


Before beginning to improvise your own melodies, you should look at melodies of 
all types to see what goes into them.- Generally Speaking, all melodies are based on Skipping 
motion through chords Or step-wise motion throu 


Play the following melodies'and ‘Aotice th 
through the chords which accompany them. 


rates - ae ee 1 
at they are based éntiély on skipping moticn. _ 


As) Jazz Waltz 


ample 3 
Swing 


When you play the next two melodies, you will see that they usa only step-wise 
motion through scales, : 7 


5. _ Thouia melody may be mainly skips or mainly steps, it will probably be a combination 
of the two inost of the time. Play then 
motion are combined, ae eee 


= NEXt two melodies and see how skipping and step-wise 
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The previous examples have used very simple ¢ 
to show the Principles of melodic motion. The same Principles may be used with more com- 
|, Plex altered chords and with many different ty i i i 


intermediate and advanced books of this series 


BF { . a = =" EL , : Improvising With Chord Tones ae aie eras 
? some TU nS gen sentinet  pe ee 


“The following examples show several different kinds of skipping motion using only the | - 
| tones of a seventh chord. Play these examples, 
iT ; 


‘[Examole 7 


D mi? 


[oe ee 


Example 9 
|. CMaj7, 5 15 4g 


The three chords shown in the preceding three examples represent the three main chord 
| Types: minor, dominant and major. They are commonly used together in the Progression on 
which you will improvise shortly. 
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owing exercises, play 
with your night hand using 

m chords better and quicker, 
f duration of each chord——-- - 


As you play exercises 1 


2 and 3, try to sing along, either out loud or in your head. 
Ss Later, you will find that this h 


It is very good 
Practice to try to imitate melodies tha -. Developing 
the ear is an important Part of becoming a good improvisor. To be able to express yourself 
| easily, you must be able to instantly transfer j i 
a hear inside your head. Practice singin types and learn to recognize 
any interval UP or down from a given pitch. . 


| Now try the first three exercises a 


gain and use a metronome to help you develop a 
good steady beat. Play the e 


xercises several times using the following variations: 


! 
1) faster and slower tempos : ° 
2x. 2) different note values (1/3’s, triplets, 1/16’s) 
Various styles (classical, folk, jazz, etc.) 
4) different meters (3/4, 5/4, 6/8, etc.) 
) dynamics and shading 
6) different articulation (legato, staccato, etc.) 


After experimenting with th 
to the next exercise, 


€S@ variations for a while, you should be ready to proceed 
The same variations should also be applied to exercise 4, 


sieee 
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“4 " In playing the next exercise, you will find that now your melodies :ave to connect — 
_ |... from one chord to another. An important hint to. remember is this: Tt: seventh of a 
t ; chord usually wants to move downward step-wise. If the seventh of the chord is the last 
e pete you play before changing to the next chord, it would be a good idea to follow this 

| rule. Example 10 shows the principle being applied. a: 


| Now play exercise 4, still using the metronome and still using only the notes in each 
= chord. Again, use the variations that you used with the first three exercises. Ata faster 
tempo, make each chord last twice as long; at a slower tempo, only half as long. 


Exercise 4 . | ; 
DmiT7 _ GT C Maj7 
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Lasson 2? 


| ~...: “Improvising With Scale Tones. ee ee re 


open Terie AES a 


See. woos naturally that chord and Scale will sound good together, Actually, most.chords have~ a ies 
"chip t ide les RABpS than one scale that sounds good with them. Following is a brief listing Ofsome. 
] basic chord forms and scales that sound good with them: 


1 Chord Type ‘ _ Appropriate Scale Form 
ay Major Seventh _ Major Scale . = 
: aay Lydian (Major with raised 4th) = 
Minor Seventh Pure Minor Scale ee 
= ; Dorian (Pure Minor with raised 6th) 
. Dominant Seventh Mixolydian (Major with lowered 7th) 


Lydian, 57 (Major, $ 4 and b7) 


LLvGE 


. ; The next examples show several types of step-wise moticn through scales which are 
appropriate for each Chord. Play these examples, 


Example 11 
Dmi7 
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Now play exescises 5, 6 and 7 using only step-wise motion through the scales shown. 
~ Try to avoid any skipping motion but do emphasize the chord tones which are found in the 
scale. Usually it is a good idea to have chord tones occur on the beat or in a strongly . 
accented position. Also notice, in exercises 6 and 7, that the 4th scale step of those two 
scales is very dissonant and should not be emphasized, » ain 


TEAS ee eon hopnnrnees; 3g meee manera esos = 


Exercise 5 
- DmiT7 (D dorian scale) 
1 31 41 


=xercise 6 
G17(& mixolydisn scale } 


Ht ttt tg 


‘xercise 7 
C Maj 7 ( C Major scale ) 


As before, play with the metronome and try several variations such as you used in 
Lesson 1. Be sure to discipline yourself to use only step-wise motion and be sure to use 


the correct fingering for the scales. Try moving up or down the scale farther than just 
= the one octave that is notated. 
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Now, proceed to exercise 8, still u:.ng the metronome and still using only step-wise 
- motion. As in Lesson 1, your scale melodies now have to connect as the chords change, - - 
~~ Remember that the 7th tone of the scale (which is also the 7th of the chord) wants to ~ 
- move downward step-wise when the chord changes, ——......--.--.-..- - 


= 


= Again, with exercise 8, use the six variations of the first lesson. As before, at a faster 
tempo, make each chord last twice as long; at a slower tempo, make each chord last half _ 


wet glen ee see, ap eee emo tS 


You have probably noticed that all three scales used in this lesson are really a C major 
scale which starts on different notes. This is because the progression is in the key of C and 

_ these scales help make that key feeling even stronger. Also, the dorian is one of the best 
choices to use with a minor chord and the mixolydian scale is the first basic choice for a 
dominant 7th chord. 
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1 me __._._Improvising With Chord Tones Ard Scale Tones ~~ 
As shown in examples 5 and 6, most melodies use both skipping and step-wise 
motion. In this lesson, you will combine the two to create your own melodic im- 
| provisations. , - a 
=~ At this point, two general types of improvisation should be mentioned. They ae 
~ are what | call the Flowing Melodic‘and the Motive Development approaches to~ 
] improvising. The second approach will be discussed in Volume Two of this series. 
in the present lesson, you will be concerned with a Flowing Melodic approach. 


|  Exare ‘e 14, which is based on the same chords used in exercises 4 and 8, shows 
| a Flowing Melodic type of solo. As you play this example, sing along with your right 
= hand. 
Example 14 : Pe eee 
Dmi7 = 25 G7 ye C Maj7 


As you can see, there is no repetition or development of ideas but rather one 
continuous flowing melodic line. A continuous stream of running notes is not 
essential to this approach jut short, rhythmic ideas lend themselves more easily to 
= the Motive Development approach. - 


Notice also that the rnelodic line in example 14 is very singable and could almost 
= be the melody to a song. It is not necessary to create a tune-like melody in all of your 
improvisations; many pianistic styles are not at all vocal in the sense of being singable. 
But a lyrical, melodic kind of thinking will make your playing very musical. To check 
yourself, see if you can “‘pre-hear” or vocally sing your ideas before you play them! 


Now you are ready to play exercise 9, using both chord tone skips and step-wise 
motion through scales. Having removed the disciplines of Lessons 1 and 2, you should 
be able to play flowing, singable melodies.. 
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| Exercise 9 


D mi7 ( dorian) G7 (G Mixolydian) C Maj7(C Major) 
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ee oe Shae : Rana ee i 
: 1) faster and Slower tempos ee ee Rg 
| 2) different note values id 
7 Various styles 
4) different meters 
2 ) dynamics and shadin 
| 6) different articulation 
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: his aoe OH USING THE LEFT HAND 2282 seer 


: The left hand ‘supplies an important part of the total sound in improvisation on | 
| _ keyboards and it contributes heavily to the interest of the total expression. Some of 
= the ways in which it contributes are harmonic information, rhythmic energy, stylistic: 


—~~ ||) accompaniment, and sometimes actually part of the melodic improvisation... 


| _ In the days of ragtime, boogie woogie, and old stride styles of piano, the left hand 
= was very active because it supplied the aspects of a missing rhythm section; that is, it 
made up for the void left when there was no. bass player or drummer present. In the 
a bebop era, the piano usually never appeared in a solo capacity and so the pianist would 
simply supply a very simple shell to give the barest outline of the harmony which was 

then completed by his right hand. The bass player and drummer were providing time 

and harmonic¢ foundation. in more recent years, the left hand has become used in a 
s.. 40s. mere sophisticated manner and we again find it providing more of the functions of  * 
_ both bass and drums in the sense of creating harmony and time. 


In this section the basic and conventional uses of the left hand will be explored 
to wee how the pianist needs to be prepared to create his total improvisation. 


Lesson 4 
Voicing Chords 


Example 1 shows a short improvisation in which the left hand is using voicings 
of each chord rather than root position black chords. 


D mi7 (ii) ee GTI * C Maj7 (1) 


| In the preceding example, notice that the voicing used on the I! chord is built on 
the 3rd of the chord. The voicing on the V chord is built on the 7th and the voicing 
built on the | chord is again built on the 3rd. This is typical of a majority of the left 
hand voicings used by pianists. Voicings built on the 3rd and 7th, which include one 
or both of those chord tones, tend to achieve the strongest feeling of the harmony with 
_ the fewest number of notes. Also, they tend to work well together, as in the progression 
above, to provide a smooth easy connection from one voicing to another. Other voicings 
may be used, of course, but the voicings we will begin using exclusively are the following 
four voicings, shown in example 2. 


, nares see Ag TEE SE Tver Tee rege pr ere ey ee OE e 
RETR SAT a OE RAEI TUEC "NESE: 31. SOR PRE MEET ON 282 


‘ . NOtice that, cf these four voicin 
oe There -re Some guidelines for the u 


“ . In’ exercise 1, you are now going to play the same Progression found in ex, 
Sodus. using the same voicings but maki i 


eft hang each 


and vary the rhythm so that chords Occur 


C Maj7 ( 88 optional } 
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a 
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Y¥ and it will 
Concentrate on your Fight hand j isati 
ion in example 3. 


thoes 


' YOU discovered that it is uncomfortable and 


sy Notated, Now go back to example 1 and © 
2th connection of VOicings. 


Seer z oice of these four voicings that should be. aes 
le ca teal ~ observed. First of all, if a minor 7th chord is a tonic function me 


However, in this type of harmonic situation, when a voi 
| a much stronger feeling of progression from ‘1 to V is achiev 
at when playing example 5. 


cing without a 6th is used, 
ed. This can be clearly seen 


Example 5 


Because of the strong nature of dominant 7th chords, there is one important 


consideration. A dominant 7th usually implies a strong feeling of a V chord which 
needs to move onward and resolve. Therefora, it is not a good idea, generally speaking, 
s to use the voicing without a 7th in it as that particular voicing is noncommittal. A 
3-6-9 voicing could imply either major or dominant and for that reason is somewhat 
ambiguous.. So whenever a dominant 7th is encountered, it would be best to use any 
‘of the other three voicings but not the one without a 7th in it. 


With major 7th chords, any of the four voicings may be used with good effect. 
The major 7th is a rest chord and normally does not need to progress. Therefore, there 


7 doesn’t have to be any particular concern over whether the 7th is present or not as is 
the case with minor and dominant chords. 


. “ ° - 1 
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Mall ATR Soe nme KEaaNG RAG MO eee NESSUS EIT. 


1-15 | 


PT treree 


Itt 


eles 23 One additional chord family occurs commonly and that is ~: 2 half-diminished chord. 
+> Many voicings used with minor 7th.chord may be simply adapte:’ to half-diminished chords Sei Pe 
= Since a half-diminished chord is really a minor 7th chord with a iswered 5th. For example, 0. | 
"the 7-3-5 voicing may be used as well as 3-7-9. However, the lowered 5th which is char: - fun 
~ acteristic of the sound may be adced to make a clearer picture of the harmony. A 
bees surprising thing about half-diminished chords is the fact that a root position voicing -— ~~ 
| (1-3-5-7) sounds very good because it really is already an inversion, The half-diminished 
~ Foe chord traditionally has a function of being a VII chord. The VH chord is a substitute for e 
2/07 2) V so really the VII chord sounds like an incomplete V chord or a V chord in inversion 
| chon tiie SOR OXAMPlE By. 2. eee hee erase 


MO EE Rae Re 


J ert ora TG Ie omerrra ee 


Example 6 


G7(¥) ¢ Maj cy 


-5 
| B mi7 (vii) C Maj7 (1) 


ae 


HTT 


HSS So, in addition to using the four voicings listed in example 2 with half-diminished 
oe chords, it is a good idea to use the root position block voicing as well. 


One other troublesome family of chords is the diminished 7th chord. It always seems 

to be a problem as to how to voice it and make it sound other than a traditional classical 

| music chord. The simplest solution in voicing a diminished 7th chord is to simply add into 
the voicing at some point the note located a major 7th above the root of the chord. Thus, 
it is an added chord tone that colors the chord in a very contemporary way removing its 

| traditional sound. In actual fact, a note may be added a whole step above any of the chord 

| tones of the diminished 7th in voicing it to get a very contemporary altered sound. See 
example 7. 
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| Example 7 
ae fe) _ 
B Typical Voicings: Added Tones (C#° ) 


oa For further ideas on voicings, the student is referred to the author's book 
: VOICINGS FOR THE CONTEMPORARY KEYBOARD PLAYER, also pubii: 
“ert i ise a short Progression using left hand voicings. In 


| : | lation, rhythmic spacing, and Style of.use of the voicings 
a -<:2- improvisation very simple while concentrating on the use of these left hand voici 


| Exercise 2 
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(See Ie 
2 Play this exercise several more times referring again to some of the variations that 
os were suggested in Section 1 of the book. Try to make your total improvisation musical 
and melodic and make sure that the left hand is an integral part of your total expression 
| 
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18 Lesson 5 _ 
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Be sie she Styles of Left Hand Accompaniment 


One a general understanding of voicings and their smooth connection is understood, 
'~ then the pianist must learn to use the left hand and these voicings in a musical way to help 
os create the style of the improvisation. The left hand can imply syncopated swing feelings, 
various types of latin rhythms, and waltz, rock and ballad styles by the style of accompani- 
- - ment it uses, In this lesson, several styles of left hand accompaniment will be shown and 
-. -s,. the student will be asked to implement each of the styles in an exercise. Though these 
a -~+--- examples are in no way exhaustive, they will show typical types of left hand accompaniment. 


LL 


Example 1 is similar to an example from Lesson 1 in that it shows a free rhythmic 
punctuation of the melodic line by the left hand. The main requirement in creating this 


“| swing feeling is that the left hand emphasizes syncopated beats or off-beats. 


LA. 


-xample 1° 


In exercise 1, try to simulate this same type of free punctuation of the melodic line 
with the voicings provided. 


| 
LF 


] 
<ercise 1 
C Maj7 


; In example 2, the swing feeling is produced by a regular rhythmic pattern in the left 
2 hand. Again, as in example 1, this rhythmic pattern concentrates on emphasis of the off- 
beats, or syncopated beats, to achieve the swing feel. 


ey Aeeeeemeneres 4 AF 
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In exercise 277; -u should try to simulate a regular rhythmic pattem similar to that - 1—19 
cosa found in example 2. Remember to emphasize the ofi-beats though some chords could ~ 
- . fall on the beat. aaron. aoe hs ee etn 


Exercise 2 


| Example 3 shows a typical rhythmic pattern used for a bossa nova. Notice again 
| "that a regular pattern is used to create the style. This is not necessary, but will help 


for at least a period «if time to help establish the styie before treating the left hand . 7 
accompaniment more free!:/, 


-- Example 3 


Prirss 


In exercise 3, use the same rhythmic pattern as is found in example 3, but of 
- course apply it to the different voicings shown in the exercise. 


Heit 


Exercise 3 
| 


Example 4 shows an almost traditional treatment of the waltz beat. 
jazz waltz, almost of the ballad type, a very simple straightforward treatment such 
as this is very appropriate and allows the right hand more freedom in the melodic line. 


Inaslow 


_Example 4 


Bb Maj 7 


Pea 
tbe tye eid 2 
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. In exercise 4, use the same rhythmic stv’. of waltz accompaniment as is seen in the 
previous example in playing this exercise, =. . 


=xercise 4 


Phygs 
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The next example shows a simple form of left hand accompaniment which could be 
|--—- " used to create a rock Style.--Again, notice there is regular pattern and that the emphasis 2 
- jf in this case is partially on the beat and Partially synenpated. 


In the following exercise, improvise your own rock style accompaniment either using = 
the same pattem or a new one, — 


PHT 
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The next example shows a fast 
= the 4/4 swing feel, the emphasis is « 


er or swing feeling waltz. Notice again that, just as in 
on @ syncopated beat to achieve the swing feeling. 


| = _ In the following exercise, use the same rhythmic patter’: ‘ound in the previous example tes 
eo with the new voicings shown to achieve your total improvisa: «in. 
Exercise 6 CMa7 


The ballad style of accompaniment offers probably the most possibilities and the’ - 
ti greatest challenge in terms of achieving a complete or full sound on the keyboard. The 


Pee 


~~ ~~ following example shows several methods used in the style of accompaniment. They are: __ 


1) an arpeggiated chord 
_ 2) a root sounded in the low register, followed by a three or four note voicing 
3) a light texture created by the use of a voicing without a bass note 
_) 4) a voicing followed by a bass note or an arpeggiation down to the bass note. . 


a 
! 


press 


Example 7 


Actually, all of these devices may be incorporat 

| a variety of accompaniment styles in the ballad idiom 
classical piano literature will help to enhance the u 

All of the pianistic devices that have proven to be 

| : styles of accompaniment would generally lend the 
“ -. The only difference is that the materials used are 


ed in subtle combinations to create 


. Also, a good understanding of the 
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| ay ~ In the next exercise, try several different approaches to th 
| . Using some indicated in the previous example and inventing your own combinations. 


_ - Remember that a ballad is basically a slow, relaxed, and sometimes lazy style. A lot of 
3 rhythmic activity is not necessary and not really even desirable. : 


e left hand accompaniment 


remanent eres 1) 


It is suggested that listening to pianists such as Bill Evans will give a good understanding - = 
a pianist who gives a great deal of attention 


ee of the ballad Styles possible as he has proven to be 
. to a sensitive treatment of the ballad on the piano. 


Lesson 6 © 


- + Rhythmic Treatment of the Left Hand 


; a _ Already some mention has been made of the rhythmic possibilities iN creating 
| different styles of left hand accompaniment. 


. However, in a more general sense, we 
aa ~~" might point out that, regardless of the Style, the left hand can‘be used for rhythmic 
5 interest in a number of ways. The following examples will show different treatments 

| of the left hand in one of several ways. They are as follows: 
oe 1) rhythmic punctuation or interjection of chords between phrases of the 
; . CG Pte Ate ake -. vighthand = nee 


th 2) rhythmic punctuation ore 

ar phrases of the right hand; 
3) extensive reinforcement of the right hand improvisation {in some cases 

complete rhythmic unison with the right hand) ; 


etn erecta ee = oe ene 
mphasis of certain notes found within the "| 


Example 1 shows an extremely sparse use of the left hand, The left hand chords 
are practically nonexistent, allowing fora very open, free feeling to the right hand stv 


les 
of improvisation. 
. Example 1 
= ae a — re 
ara ; 
ro ys a 
tm f 
_ f 
L4 
eS a aa 
ng is the playing of Herbie Hancock during 
= € was the pianist with the Miles Davis quintet. In exercise 1, try to | 
emulate the style of the Previous example. Use the left hand as sparsely as possible and ur 
allow it only to punctuate in between phrases, never Occurring in unison with any of the t 
~ : melodic notes. 
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Example 3 


ane 2 try to use the left hand both to punctuate between phrases and to 
tes only of the melodic line. to 


Example 3 


accent or reinforce certain no 


shows extensive use of the left hand actually reinforcing every note of 
the tnelodic line, The onl 


itself changes, 
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hange occurs in tones in the left hand voicing as the chord 
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Wl P NISTIC APPROACHES TO SCLOING 


Lesson 7 


The Single Note Linear Sole 22°... shea) 2 


So far, we have seen a number of examples of the Single note linear solo throughout 
the first part of the book. This is probably the most common approach to improvisation 
on keyboards, Traditionally, in any medium, we are used to hearing a melody which is 
accompanied by harmony found underneath j i i i 
hear the melody or melodic improvisation ple 
a chord (usually an inversion he chord) found underneath it, 
this same principle could be inverted as some piani 

. 88 a bass melody and the right hand assumes the responsibility for accompaniment. The 
following examples show both 


as simply been 
inverted and the melody occurs first in the right hand and then in the lefthand, 


Gmi7 


ft hand. Use several different styles and 


ditional jazz swing 
style trying to get a smooth swing feel or triplety i 


=n 
= 
| 
ply to create a pleasing melodic improvisation and ! 
a satistying rhythmic accompaniment by the le = 
feeling. Then try the same example in 
OSSa nova or the latin style, rock style, ballad sty 
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7 ae ee ie Octave or Double QOctav2 Unisons 


Pianists such as Oscar Peterson and Phineas Nev/bom, Jr. are known widely for 
their use of double octave or octave unisons in their soloing approach. The challenge 
involved in this approach to soloing is simply that both hands have to be equally fluent 
ee in executing the same idea and the harmony has to be introduced in a way that fits the 


7 - pverall flow of the improvisation, Usually this involves interjecting a two hand chord | 


wee LEE 


@s punctuation of the double octave or octave unison line. The next example illustrates 
how this might take place. 


Example 1 . - 
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a In exercise 1, try improvising a solo using octave or double octave unisons. Keep 
the melodic ideas simple enough that they can be easily executed. Also, allow plenty 

of space between phrases to insert rhythmic punctuation which will also supply the 

| harmony in the shape of a two hand voicing. Remember that, in this approach to 

- soloing, the melodic line and harmnonic accompaniment have to appear in an alternating 

: fashion rather than simultaneously. The melodic line is created separately by both hands 
in unison and the harmony is interjected at different points as punctuation of that melodic 
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Lesson 9 
-' The Chord-Style Solo 


ee Ti 


Some pianists who are well known for their use of the chord style solo are Erroll 
Gamer, George Shearing, and Oscar Peterson. in listening to these pianists, you will 

~ find that they often use moving chords as a simultaneous harmonization of their 

melodic improvisation. This assumes two basic forms. The first form consists of an 

octave unison melody with chord tones filled in between the two octaves of the melody. 

- Sometimes additional chord tones may be added below the lower of the two octave 

, melody lines. The first example shows the basic form of chord style solo. 
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eo In exercise 1, a melodic line is supplied. Tne student should play th. line ‘n octaves 7 
=: and attempt to fill in chord tones between the two octaves, Sometimes ‘.\.:se chord tones . 
oF _ will occur as simply inversions of the same harmony, if the melody seem-. -o arpeggiate SE 
a through the chord. Other times these chord tones will be simply passing sale tones 
E that move through the scale of the harmony. In some instances, they may be entirely i 
‘ chromatic motion that moves in exact parallel with the melody...AlLof these pcssi- | 
bilities work equally well. 
xercise 1 ashes cme @ ae 4s - Bess o 
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in example 2, the second form of chord style solo is shown. In this second form, | 

7 the octave unison with the harmony filled in occurs in the right hand alone. ‘Yne left : 
hand supports the total sound with a typical voicing which is played in rhythmic unison 
as the right hand creates the melodic chord style improvisation. 
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As before, the inner tones between the octave unison melody are simply chord 
tones, passing tones or, in some czses, chromatic parallel! motion consistent with the 
melody. In exercise 2, use the left hand voicings and the melodic line supplied, filling 
: in chord tones and harmonizing the motion of the right hand while keeping the left 
= hand a repetitious rhythmic reinforcement of it. : 
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i IV. CHORD PROGRESSIONS FOR STUDY | es ae 
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in this section of the book, several typical types Bi chord progressions will be. 
studied and practiced. These are basic types of progressions that occur over and -—~ 
over in most music that has a jazz or jazz-rock orientation. A good understanding . 
of these types of progressions will |gad to overall fluency and ease as an improvisor . 
in dealing with practically any music encountered. 
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The II-V-I pibesiah 


There are many excellent improvisation books on the market that help an improvisor 


ai ae te Renee ie me IE 


| 
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: deal with the II-V-1 progression. Sorne important authors of such materials are Jamey - 
| .. Aebersold, David Baker, and Jerry Coker. The serious improvisor is encouraged to look ~ 
ie e _ into all the materials available on the II-V-! progression. In this lesson, a basic under- = 
“"" ‘standing of the II-V-! progression in both a major key and a minor key will be eaved 
ks + and the pianist will be encouraged ta practice this progression in all Keys j — 


icbies 


“Ixample 1 shows the chord voicings and scale forms for a [!-V-I progression in a 
| maiz: key. Notice that the three scales involved are actually all one scale: the major 
| sca: of the key. This is the first and most basic way of dealing with the II-V-1 progression 
= 3s an improvisor. Play example 1 several times, applying principles studied in the first three 
sections of this book. 
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r= In all the chord progressions for study in this section, a serious attempt should be = 
made to give conscious thought to the application of the principles studied earlier in the — 
~... book. Exercise 1 is a H-V-I progression in the key of F. Notice that the left hand voicing. — 
-. is in a different inversion but that the scales that accompany the progression are still 
basically all one scale, an F Major scale. 
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Pr Now play the !I-V-I progression in the key of G and then the key of BP and D, 
gradually adding more sharps and flats to the key signature until you have moved through 
all keys. Try variations on the I!-V-1 progression, either in a major or a minor key, playing 
It in different styles and also stretching the progression out in length from four bars to 
eight bars, simply doubling the length of the chords. At a slower tempo, it will probably 
be condensed to two bars. At a faster tempo, each chord may last a measure or two 
__ measures, or even longer. Regardless, they will be in equivalent lengths to create a regular. 
ra two, four or eight bar phrase, generally speaking. 
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shows the H-V-l progression in a minor, key. Notice that the scais 
le of the key center. This scale 


=28 Example 2 
se -- >. ysed in this c."8 is simply the harmonic minor sc3 
] -- gdequately sounds the chord tones of each of the chords of the 1{-W-t progression 
=. so that it is not necessary to Use any other scales oa ae 
| yes 2 Aa | ie adiah ac hgh anes 
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In Vciume “yo, the improvisor will discover additional possibilities 
V chord in H-V-1 progressions. For the 


the feeling of the melodic line moving 
lowing chord in each case. TO 
te or distinct scale forms. 


that could be ust @ with either the I] or the 

time being, the rain thing to concentrate on is 
through each of «he three chords and leading to the fol 
achieve this flow, it is not necessary to use three separa 


r, using the voicings 
gression to other 


- In exercise 2, improvise on the I1-V-l progression in F mino 
; and the scale form indicated. Then, as before, transpose the pro 
minor keys, eventually playing it in all keys. 
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ression, the pianist must be equally comfortable in 
al! major or minor keys since jazz progressions 


inevitably modulate through practically ev point. Therefore, itis a 
ivi uency with no mental blocks 


eee good idea not i 

me about some keys supposedly being hard. Such keys are simply unfamiliar to the 
player until they are practiced and played, and then they are, in actual fact, no 
as harder than any other key. 
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a “Lesson 11 
ce | Blues Progressions my a ek 
£e | In this lesson, three basic forms of blues progressions will be shown. - They are 
scares “BS ss follows: on : oy: gee, ae : 
| / 4) the wale _— che I-IV: V blues progression = 
- 2) the typical swing era U-V-1 blues progression = 
; 3) minor DINGS oe he ee | = 
‘Example 1 shows eo t-1V-V blues progression. “This is extremely common . | = 
THs in simple jazz forms and a sg deal of rock and pep music. = 
=o 
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Example 2 shows a swing style blues progression typical of that played by musicians. . i 
in the 30’s and 40’s. However, this basic form of blues progression with variations and = 
~" ___ elaborations is still played widely today by musicians when playing in a jazz style. ; Sec 
he 2 oe : 
= C7) . F 7(IV) C 7(1) F 7(IV) 
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. Example 3 shows the typical minor blues which simply transposes cr adjusts th 1-31 
form of the swing 
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a Example 4 shows the blues scale which could be used to improvise over any 
of the three forms of blues shown previously. 
a | 
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C Blues Scale = 
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When using the blues scale, only the one blues scale of the key (built on the _: 

root of the tonic chord) is used exclusively throughout the entire progression. {t 

will be found that this scale closely fits all the chords in the blues progression with 

only one or two dissonant notes. This accounts for its popularity in use over the 

blues progression. Also the basic sound of the scale is actually bluesy and contributes 

= to the feeling of a blues progression. This scale may be used over either major or minor 
blues and in practicing blues progressions, try using it accordingly. 
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In the exercises that follow, the scales shown are either mixolydian or dorian scales. 
= that accompany the chords of the progression. The exception is the harmonic minor 
scale used over the last portion of the minor blues. This is the same principle that we 


Saw in playing over a I!-V-! Progression in a minor key since that is really what the fast : 
Part of a minor blues is. Now play exercise 1, whi 
= Progression. Use either the blues scale of the key 
"indicated, 


ch is the simple three chord, I-IV-V 
or the separate mixolydian scales 
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7 Exercise 2 is the H-V-! form of swing style blues. Again, use either the blues scale : 3) 
of the key or the scales indicated, which are mixolydian scales for each dominant 7th =) 5 
chord and the major scale of the key for the II-V progression. Notice that the V1 chord —_ 
= uses the harmonic minor built on the {I chord. | 
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In exercise 3, yoi: will play on the minor blues progression. As before, youmay se 
~--<:  @ither use the blues scal? of the key or the dorian scales indicated for the minor chords 
. and the harmonic mincr indicated for the I1-V PLOGPESSION aan 
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After playing all three forms of these blues progressions, transpese them to other | 
- ys and again try playing them at diffe: ent tempos and in different styles such as rock, = 
bossa nova and Jazz waltz. A blues that is Played as a waltz usually is a 24 bar progression = 
in which all the chords are simply doubled in length. = 


“In this lesson you will study some typical progressions tha 
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‘ominant 7ths progressing downward 
this exercise, the improvisor will be 
deal with any portion of it that may occur in chord progressions. All the 
mixolydian scales and the voicings used are simple inversions built either 
yed at different 


th of the chord. As before, exercise 1 may be pla 
possible are infinite and only limited by 
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tempos and in different styles. The variations 


_the improvisor’s imagination. 
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.... Exercise 2 is a continuous cycling progression of fifths with alte -nating minor and 

- dominant chords.. Notice that this exercise is in two parts so that th-. alternating minor 
and dominant chords occur in all keys. As before, the left hand voic 1gs are simple shells 
built on the 3rd or the 7th and the scale for improvisation is the sam. for each minor 7th 

= _ and the dominant 7th that, follows it. This is typical of the 11-V-I progression studied 

_ previously. In this case, only the Il and V chords are occurring. 
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_- Exercise 3 is still another slight variation of a cycling progression using a portion us 37 


~ 9 lt-V-l. In this case, the alternate qualities of chords are dominant to major creating a 


ccess i i ion+s divided into two sections 

i -| progressions. As before, this progression 7s divide 

2 ners ops major chords will occur In all keys. Notice that the scale used 

— for improvisation is the same for both the dominant 7th and the major chord that follows. 
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Pe E  rcise 4 is a continuous cycle of minor 7th chords. This kind of progressionis © 1-37 ~ 
less lik. ¢ to occur than the previous progressions, but is excellent for practice in that 
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Exercise 5 is similar to Exercise 4 in that the cycling progression moves through : 
all major keys with an unbroken cycle of major 7th chords. Again, this is not typical y 
tse 5 of most chord progressions, but will prove to be excellent for practice. 
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; Chromatic Progressions ie 
The exercises in this iéaoa are simply a series of progressions. which move. through _ _ 
2 all keys, but by chromatic step-wise: motion rather than moving around. the.circle of fifths. 
The first three exercises involve a single chord type moving chromatically downward, as 
this would be the most common type of chromatic progression. The succeeding exercises — — 
combine dominant and major or minor and dominant i in typical types of chromatic — 
= progressions. — 
Exercise 1 involves a chromatic progression of dominant 7ths. Each scale presented 
is a mixolydian scale and the voicings are built on the 3rd of the chord. — 
—+ 
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40 Exercise 4 is an alternating progression of minor and dominant 7th: This progression 7] 
is a substitute for the {1-V progression, The dominant 7th is a half step &-:.low the minor 
oe 7th, rather than a Sth below. © = 


reise 4a 


G mi7 aba .  Fmi7 


B mi?7 


Emi7 77 a Dmi7 D> 


E rcise 5 is an alternating progression of dominant and major 7ths. This progression oe 
is a su’..titute for the V-] progression.. The major 7th is preceded-by adominant 7tha . 
ac half-ste;: above rather than a 5th above. . 
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As before, the student is encouraged to practice these exercises with a variety of 
treatments, using both different tempos and different styles. Also, as before, any of 
these progressions may be stretched in length, doubling or quadrupling the length of 
each chord. in actual practice, the progressions may be extended or squeezed to any 
size. As they are presented here, they are regular and of an average chord duration. 


- It will be found that different portions of Section IV would be a valuiuble part of the daily 
practice routine. Possibly, a different exercise might be included in the vructice session each day 
with a regular repetition of this cycle when all the exercises have beer: coinpleted. Serious practice 
in this section will lead to ease and fluency in all keys and, most important, the ability to improvise 
on many chord progressions at sight. 


After gaining a good understanding of the concepts presented in this book, the student is 
encouraged to examine Volume Two in the series. Subjects covered in that book include the 
development of melodies, further use of the left hand, basic scale choices for improvisation, 
rhythmic conception, and different treatments of the I|-V-I progression. 
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